and materiality, all might suggest a certain degree of distance or withdrawal from politics understood as debate, polemic, or the representation of power relations. At times there is an impulse to reject certain elements of the ' everyday' (and, in one sense, of the 'political'), as in the opening lines of 'In Praise of Walking':
Early one morning, any morning, we can set out, with the least possible baggage, and discover the world.
It is quite possible to refuse all the coercion, violence, property, triviality, to simply walk away. 
Malpas writes that
Art stands out against the rationalising and industrialising drives of the modern, fragmenting them by recapturing the techniques and experiences disavowed in the continual striving for progress and development. This, for the critics of modernity, is art's fundamental critical potential. 3 The political implications of Clark's work are to be found primarily in terms of what Adorno saw as ' artwork's necessary and illusory autonomy', which defines its 'social character', as the 'social antithesis of society'.
It must be acknowledged that both the association of poetry with close attention, and the hope that this might serve as a bulwark against a technological (post) modernity seen as threat to the value of attention, have been so widely expressed as to be at risk of becoming clichés. Andrew Epstein deals extensively with the former idea in his book Attention Equals Life, but with reference to American poetry.
Epstein's central argument links the idea of poetry as a 'form of attention' to the 'poetics of everyday life'. 5 Epstein rightly reminds us that the 'recurring idea' that '"poetry is a form of attention" … is not a timeless or "natural" definition of poetry' but 'historically conditioned … a reflexive response to widespread fears that "our ability to pay attention isn't what it once was"'. 6 But he is perhaps too uncritical of some of the associated rhetoric, in that he refers to 'the crisis of attention roiling contemporary culture', presenting as a starting premise of his book that:
poetry is an important, and perhaps unlikely cultural form that has mounted a response, and even method of resistance, to a culture gradually losing its capacity to pay attention. 7 I would agree that many concerns about the effects of media technology are wellfounded, but the grounds of such concern need to be refined beyond a ' crisis of attention'. Someone who spends ten hours playing an online game is, after all, attending very intensely, even if one may worry about the effects on health or offline social relations. Social media is powerful because it is effective at capturing attention: this is often described as fragmented attention, but such a formulation only takes us so far.
Attention while driving a car is fragmented, and necessarily so. Even, say, teaching a class, may require attention on several levels (content, group interaction, timing, environment), but this would tend to be seen as a creative distribution rather than a fragmentation of attention. Different sorts of concern need to be distinguished:
attending to the wrong sort of thing; attending in the wrong sort of way; forms of attention to one thing which make it difficult to attend to something else; and so on. Epstein sees certain types of poetry since the 1950s as championing the ethical value of attending closely to ' daily life', and associates this with poetry's formal and generic qualities: 8 Freed from the exigencies of narrative … poetry steps forward as perhaps the quintessential genre for the rendering of concrete, everyday experiences and objects, for an investigation of the workings of attention, and for a method of responding to the moment-by-moment unfolding of daily time. 9 Again, the general tenor of this observation seems reasonable, but the terms seem to In relation to attention, it is worth noting that, if Clark's work seems to ask for and encourage careful attention, it does so in a very different way from many other literary forms. Anxiety about attention in relation to literature tends to focus on attention spans: whether there is a loss of ability to concentrate over long periods; on reading a 'big' novel or closely interpreting a complex poem. These are not the challenges that Clark's work offer. The elements of concrete and minimalism in his works mean that some immediate apprehension of them is generally possible, even if a rich understanding or full interpretation would require sustained thought. In a sense they are immediately available, and this is part of their aesthetic appeal and their mode of address to their reader. Rather than asking for a lot of attention themselves, they tend to incite attention to particular aspects of the world, or ways of experiencing the world. 15 In this light, and as regards attention as an issue in contemporary culture, I want to address the nature of the intervention of Clark's work, not in terms of a very general assertion of a ' crisis of attention', but a more specific analysis of the its resistance to attention being treated as quantifiable and commodifiable.
In a forthcoming article, 'Paying Attention: Philosophy as Strong Therapy for the Information Age', Dominic Smith argues that:
we are the inheritors of a deeply engrained and crudely economic grammar that frames attention as a 'resource' or form of ' capital' that can be 'paid.' 16 Jonathan Crary associates this idea with 'Western modernity since the nineteenth century'. 17 In recent years, this economic model of attention has been actualised by the migration of advertising into so-called 'interactive' digital media. 18 Notoriously, Facebook and other social media are ' always free' because users pay with their attention, which can be quantified and commodified by 'likes', clicks or links followed.
Certain scientific or pseudo-scientific discourses around technology also share in the rhetoric of quantification and measurement of human faculties. The function of trees in a forest is to delay our passage from one part of the forest to another.
('Twenty Four Sentences About the Forest')
The implications of the line -that natural forms have the potential to reshape our temporal relations -anticipate that later, formal sense of ' delay'. Earlier in the work we read: 'All the verbs of the forest are intransitive'. While ' delay' is not grammatically intransitive in the phrase 'to delay our passage', the uses of delay to which Clark's poetic tends are indeed intransitive: 'A Delay of Eight Syllables' and 'Forty-Eight Delays'
are not delays to some specific process or thing. A delay in this sense is not focused on that which is delayed but on the value of the delay itself. Underlying this evocation of a subjective (human) experience of slowed time is the other-than-human experience of the trees and the forest ecosystem. What Peter Wohlleben refers to as 'the slow rhythms of life in ancient forests' are not merely a matter of human response, but integral to entities such as trees and lichen, which live and develop over time scales of (in some cases) hundreds of years. 26 In tracing Clark's use of the word ' delay' from 
Ten years after Twenty Four Sentences About the Forest, a small pamphlet entitled
Waiting (1992) treats the word 'waiting' to a sustained process of meditative variation.
It includes the phrase ' an intransitive waiting'. 27 'Delay' and 'waiting' are both terms with primarily negative connotations in normal use, at least in the context of the functionalist assumptions of late capitalism underlying a measurement of life in bytes (there is a slow food movement and a slow TV movement; we have yet to see a ' slow computer' movement, for obvious reasons, although the fashion for ' digital detox' is perhaps its equivalent).
Clark's poetry subjects the negative connotations of ' delay' and 'waiting' in a functional- Here 'still/waiting' as adverb and participle leaves the reader with a sense of tension, even a suggestion of impatience, but when 'still' is read as an adjective it suggests a stillness in the waiting which negates that tension, whether because the morning light seems 'still' (although natural daylight is never entirely still), or because the speaker is waiting in a state of physical or spiritual stillness. It might even be a metapoetic phrase: the poem is still a poem entitled (and about) waiting, as process and act. But all these meanings are overshadowed by the first line's homophone, 'in mourning', which displaces agency from a human subject to the light itself: the light itself is 'in mourning' and is 'still waiting' (for darkness?). The poem is dominated by present participles and gerunds, with the characteristic ambiguity resulting from the participle's ability to serve as adjective or verb. These forms embody a specific temporality (a continuing action or process). The poem moves from waiting as a verb ('patiently waiting') to waiting as a gerund ('a provisional waiting'). The act of waiting involves a voluntary or involuntary ceding of control to that for which one is waiting (bus, person, moment, weather). But 'an intransitive/waiting' (stanza 13) posits an idea of pure waiting, not 'for' anything, and hence implicitly for something which cannot be specified. In this instance waiting has a more spiritual or phenomenological purpose. When one has to wait -say for the next ferry -one may be given the gift of suspended time: one's atten- How can one characterise the temporal mode associated with delay and waiting, lifted out of its negative associations as impediments to ' efficient' activity, and revalued as the occasions or conditions of forms of attention which are not commodified or quantified? I don't think this temporal mode can be fully defined, at least not by me, and perhaps shouldn't be. However, to return to Dominic Smith's article: his provisional gesture towards an alternative metaphorical language for attention is drawn from music:
What consequences follow for how we relate to attention today, … by framing it, not as something to be 'paid', but as something to be 'played', in the sense of music? … this shift … introduces a different grammar and conceptual toolbox for framing attention, and different metaphysical, epistemological, ethical and aesthetic considerations thereby. Instead of framing attention as a 'resource', a 'supply', or as a form of ' capital' to be mined, exploited or captured, for example, it allows us to frame it as something potentially 'resonant', ' dissonant', 'tonic', 'in concert', 'harmonic', ' creative', 'processual', 'rhythmic' or 'polyrhythmic'; further, and crucially, it provides an alternative standard against which to assess the successes and failures of the crudely economic model of attention …. Are ' acts' of attention properly speaking ' acts' at all, or do they involve a passive capacity for synthesis and receptivity on the model of attending to music …. of the reel. 30 The term 'composing' attention would seem particularly appropriate:
these poetic works do not 'demand' that we 'pay attention'; they 'compose' attention, both in the sense of being composed themselves, and in inciting composure as an existential state. The musical analogy raises again those questions about activity and passivity, but also implicitly deconstructs that antithesis. One wouldn't think of listening to music as a passive activity, but nor is it in any straightforward sense an act of will. The 'music' of Clark's poetry, elicited from the precise patterning, echoes and placing of words, sounds and spaces, incites analogous forms of attention.
A striking features of these poems, and of Clark's work in general, is the use of and ' a broad') to a falling rhythm (trochees such as 'river', 'water', 'gesture', 'into').
There is a relatively high number of unstressed syllables (' on a', ' of the', 'there is a', and the final two syllables of 'leisurely') which, along with the polysyllables 'leisurely'
and 'profoundly', creates a sense of relaxation, brought up short by the stress of the final line (scanned as iamb, trochee, spondee; or two bacchii).
It is suggestive that this work ends with ' darkness', linking it with the hint, in The sun lays down a foliage of shade. 31 In both cases, the pattern-making quality of light and shade serves as a mise-en-abyme of the poem as representation embodied in pattern. The reader is drawn to reflect upon, and question, the phenomenology of light and darkness, and its expression in language. We commonly say that 'night falls', but not usually that ' day falls': presumably because the sun appears to come 'up' at dawn, whereas the night appears to come ' down' at dusk. 'Darkness falls' is loaded with symbolic connotations, whereas light may simply fall upon an object or scene; however, a shaft of light may figure and 'repetition', which he associates with 'non-exchangeable and non-substitutable singularities'. 32 The first of these (generality), which ' expresses a point of view according to which one term may be exchanged or substituted for another' might, at first sight, seem applicable to the repetition of the same word (such as 'waiting'). Considered as a signifier, independent of its material support, the printed word is, in principle, substitutable.
Two factors, however, work against the assumption in the present case. First, poetry in general has order, structure and pattern as highly meaningful elements. So each instance of the word 'waiting' is different precisely because it follows, and precedes, in a certain specific relation or pattern, a previous instance. In relation to discourse more generally, this would be an instance of what James Williams terms the marginal case which is in fact the most indicative (or, as he puts it 'For [Deleuze] , all repetitions are of the marginal kind'). 33 Second, Clark's work is heavily committed to the materiality and objecthood of the word. 34 His use of pattern, concrete poetry, poetry objects, cards or installed texts all bring to the fore the non-substitutable status of words as material presence in the world, over against their exchangeability as disembodied signifiers. In this he typifies, though in highly distinctive form, the role of repetition in innovative In an article on Deleuze's concept of repetition, Adrian Parr comments that repetition is connected to the power of difference in terms of a productive process that produces variation in and through every repetition. In this way, repetition is best understood in terms of discovery and experimentation; it allows new experiences, affects and expressions to emerge. 39 In the case of Generosity, the repetition is not primarily at the level of the word (although 'you would give them all away' is repeated), but at the level of the poemobject, and the experiences which it evokes and generates. As a multiple, the card work is repeated, but each instance has a different trajectory, leaving the event (exhi- From the outside there must be a difference between the repeated things for repetition to be registered, for without such a difference, there is only one and the same thing and not a repetition. where any action by the subject presupposes that self because the subject is only passively determinable in time through the self. A passive self is the condition for any active subject. The 'I' is therefore fractured or traversed by a fault line, because of the way the self is determinable in time. 44 Clark's Waiting would have been a very different poem had it started 'I am sitting/ on a stone/in the dark/waiting'; it would have been in a more conventional lyrical mode, which would have implied a relatively straightforward sense of reflective agency. What the concept of the third synthesis of time helps to bring into sharp focus is a question concerning waiting: is it active (something one does) or passive (something that happens to one)? It seems to partake of both. Once can actively decide to wait or not ('I am going to wait for the right moment to tell him'; 'I am not going to wait for the bus, I would rather walk'), or one can have relatively little choice ('we will have to wait for the tide to go out'; ' all we can do now is wait'). Even if once decides to wait, it is not clear that waiting itself could be construed as an action; rather it seems something which occurs, to which one is given over, more or less willingly. Deleuze's synthesis identifies the role of time in this uncertainty, and potentially offers an analysis of the active and passive components. Waiting (both the activity and the poem) foreground the 'self positioned in time'; serving, therefore, as a figure or allegory of the condition of living with a fractured 'I' (or subject); one 'traversed by a fault line', dependent upon a 'passive self' (or 'me') as the ' condition for any active subject'. This fracture splits open the dehumanized instrumentality and linearity of a lifetime imagined in terms of processing speed. The active subject might be tempted by such a rationalised self-understanding, but its dependence on the passive self undermines that vision. The present participles without pronouns of the poem embody, in poetic and syntactic form, that divided condition. The third synthesis of time involves 'the future' which 'has its prior processes and includes the past and present as dimensions'. 45 This seems a productive point from which to interpret waiting; a process in which the (imagined or expected) future determines the nature of the present. Waiting is a future-oriented process, amenable to understanding via the third synthesis' prioritising of 'the future as a novel event', and 'the new as pure difference determined through singularities'. 46 The link between formal poetics and the ethics of delay is suggested by Clark's comments in a recent interview:
I do think that the vertical pull of lineation, together with a certain avantgarde practice of parataxis … is too much in collaboration with consumerism, with the continual inducement to move on. If something is worthy of mention at all, give it some space and time, before moving on to the next thing. 47 Here Clark reverses, or shifts, the claims sometimes made for parataxis as a form of resistance to commodified subjectivity embodied in syntax.
point of dissent from the poetics of the 'British Poetry Revival' with which Clark was in part associated, though he continues to embody another element of that practice:
the role of small presses as a resistance to ' accelerated participation in consumerism'. 49 Waiting has some paratactic elements, in sequences such as 'standing/walking/running/waiting', but its combination of such list-like parataxis with hypotactic syntax such as ' a waiting/integral/to every/activity' does not resemble the typical what Alice Tarbuck has termed his propaedeutic technique:
Clark's poetry, whilst never overtly didactic, is nevertheless propaedeutic, preparing the reader for encounters in the natural world which will require their attention, honed and developed through close engagement with Clark's poetry. 50 This is the particular way in which Clark has followed through on the resistance to the lyric subject, a resistance so central to the innovative poetry movement of the 1960s onwards, with which he was associated, but from which he remains distinct. 51 The practice and valuation of close reading and close attention have often been phrased in terms which link them to clarity, precision and enlightenment. But Many of us, maybe all of us, look at some images repeatedly, but it seems we do not write that repetition … Maybe we fear that the work we depend on images to do for us -the work of immobilizing, and therefore making tolerable -will be undone if we throw the image back into the flow of time. 55 Underlying the effacement of the temporal which T.J. Clark detects in art criticism is some trace of Gotthold Lessing's view of visual art as a spatial, rather than temporal form. If applied to the Poussin works, this would involve the sense of a landscape painting as both representing a moment, and as being an object/image the aesthetic completion of which abstracts it from the flow of time. 56 With text works, and particularly poetry, of course, the assumptions are rather different. Poetry is habitually read as temporal and dynamic, and internal repetition (in diction, metre, pattern etc.) are formally crucial. However, Heather H. Yeung points out 'the suspended temporality and non-narrative nature, or "space" of poetic voice'. 57 These effects are equally pronounced in the forms of poetry which tend to resist or bracket 'voice', notably the traditions of concrete and intermedial poetry which inform Thomas A. resolved, but by means of mood more than story or form; and the mood -the 'mixture of sadness and tranquillity which is perhaps Virgil's most personal contribution to poetry' -is that of evening coming on. 64 Clark's point, however, is that Poussin resists such a resolution:
Landscape with a Calm works with much of this material, obviously. But I'd say that its closeness to the Virgil stock phrases only makes its refusal quite to repeat them the more clear. Hesperus has not risen, and shadows have not gathered for good. 65 There are elements of the neo-classical in Thomas A. Clark's work: a strong sense of decorum and proportion; an impulse towards the general (woods and water rather than a particular wood or a particular river) and the ideal; a restraint or even at times It invokes an aesthetic but also ontological mode of attention which, like waiting, is neither wholly passive nor wholly active, and is not captured by the subject-object binary. It also suggests the particular accumulative and repetitive form of attention which Clark's work composes, offers as a gift, and rewards.
Notes

